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ABSTRACT 
 
 
 
 
This study explores the current situation of small music-based organizations, the 
relationship between the internal strategies from smaller-sized music-based organizations 
and audience engagement, via three case studies from three music-based organizations in 
the city of Philadelphia, PA. Research and analysis of the three organizations reveal that 
the organization’s internal decision making and strategies can directly impact what kind 
of audience groups they are able to engage. The need for alternative 
funding routes suggests that music-based organizations should be talented in creating 
innovative programs to engage diverse audience groups and increase young donors in 
order to provide sustainable support for the industry and to prepare for unpredictable 
financial risks.     
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INTRODUCTION 
 
 
 
 
 As the fifth largest city in the United States, the city of Philadelphia holds a 
central position in the region’s cultural and economic landscape. Since it was founded, 
the city of Philadelphia has solidified its status as one of the premier locations for history 
and culture, not only on the East Coast but in the whole United States. While it is evident 
that arts and culture are an intrinsic part of Philadelphia’s overall identity, Philadelphia 
also has an important cultural and historical significance, as the birthplace of the country. 
Today, the city has many cultural organizations that are valued by the community and 
hints at the direction of cultural development in the U.S. by attracting many people to 
take up residence there. As the first capital of the United States, Philadelphia owns plenty 
of well-known cultural artifacts in its cultural system including the Liberty Bell, the 
Philadelphia Orchestra, and the Philadelphia Museum of Art. Based on the revenue 
contribution of cultural industries to the city, the cultural sectors in Philadelphia is one of 
the richest and the most diverse cultural sectors in the United States, as compared 
to 10 other major cities in the country (GPCA 2015). This characteristic can be reflected 
in the outlook of its performing arts industries, which has contributed 14% revenue to the 
city Philadelphia (GPCA 2015). However, the contributed revenue of performing arts in 
Philadelphia has been declining since 2009 (GPCA 2014). Government funding (city, 
State, and Federal combined) for the industry was less than 5% of all income and 
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declined 37% (GPCA 2014). Therefore, individual giving has become more and more 
important to sustain the performing arts industry’s living. 
 The total attendance of cultural activities in 2015 was 210 million according to 
the data from 11 major cities in the United States (GPCA 2015). The overall attendance 
of the cultural sectors in Philadelphia has shown a steady increase in recent years (GPCA 
2015). However, the museums demonstrated stronger gains in attendance and revenue 
than the performing arts (GPCA 2015 p.61). Three out of four performing arts disciplines 
showed clear drops in attendance, particularly the music industry which declined in 
attendance by 12% in 2014 (GPCA 2014). Since the attendance is significantly 
challenging the performing arts industry, many performing arts organizations have 
transformed from arts-centered to audience-centered (Napoli 1997). What does audience-
centered mean? Basically, it means arts organizations should think about what audiences 
value rather than playing the programs that the organization values. For example, if an 
arts organization is hosting a Mozart concert, they have to find out what pieces audiences 
want to hear, piano concertos, symphonies, string quartets or something else. 
 There are a number of reports and directories that have already investigated and 
defined the various cultural organizations and activities in Philadelphia, such as the 2014 
and 2015 pirtfolio, and Stern and Susan’s finding in 1998. This study will make 
concentrate on qualifying how the classical music industries produce effects on a local 
level in Philadelphia. There are three major issues will be discussed in this study. One 
problem I am considering in this study is what strategies the music-based nonprofit 
organizations are using to engage younger generations (under 35 years old). Second, the 
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major issues they are struggling with that are related to engaging local residents at the 
current time, and how they solved them. Last but not least, the relationship between 
community engagement and arts organizations’ decision making.  
 Three music-based nonprofit organizations will be engaged when discussing how 
Philadelphia’s performing arts sector deals with local residents. The object of this study is 
small music-based nonprofit organizations; therefore, not all audience’s activities and 
performing arts centers within Philadelphia will be considered in this study. While there 
are 21 districts in Philadelphia, this study will only focus on few of them. The districts 
not included in this study also play a critical role in Philadelphia’s arts and culture 
flourish. 
 The study concludes with a series of broad suggestions aimed to advocate for 
performing arts development by suggesting a possible direction for the future that is 
based on the information gathered from interviewing executive directors and musicians in 
three performing arts nonprofit organizations from different districts in Philadelphia.  
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LITERATURE REVIEW 
 
 
 
 
 Arts represent an essential part of the city’s identity. From the old capital to 
today’s globalized city, the urban citizen exists as both an individual entity and member 
of a large civic group. The city has offered artists and performers a multitude of various 
inspirations and a sense of belonging (Brooks and Roland 2001; Stern and Seifert 2007). 
Urban life therefore fosters the complicated relationship between personal identity and 
social identity for human beings (De Certeau 1993). A city with strong arts sensibility 
and expressions break the trend of sameness and give communities a convincing civic 
identity. The function of arts activities is to be able to bring people together and spark 
community pride and create more lively arts forms and arts centers (Khan et al 2015). 
Arts also enrich the quality of life, and add a lasting memory for residents and tourists 
(American for the Arts 2003). The study from Walker and Sherwood illustrated that the 
motivation of people who only attend community venues is that of social activity (2003). 
They therefore suggest that arts and cultural organizations could hold some activities 
beyond conventional arts venues to entice potential visitors. 
 This literature review contains four themes: the function of nonprofit 
organizations; community-based arts organization with strong programs, healthy 
organization and its economic affect; and audience development. These themes have been 
chosen out of a larger literature review, the purpose of which was to provide a theoretical 
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background for my fieldwork on how performing arts orient themselves towards 
community engagement in today’s society.   
 
The function of nonprofit organization 
 How do we define nonprofit organizations (NPOs)? My studies in the arts 
administration graduate program at Drexel have led me to ask this question multiple 
times. NPOs are often related to charity, philanthropy, volunteering, and giving (Dario, 
Andrea and Alceste 2002). In general, NPO is a business sector that refers to private 
activities for public services and benefits (Dario et al 2002). NPOs are increasingly 
affecting social and economic change across all levels or from the local level to the 
international level. At the local level, NPOs have become an indispensable strategy 
that is being used by politicians and city planners for community building since last 
century (Grams and Farrell 2008) as a major part of arts and cultural NPOs that refer to 
enrich community prosperously (DiMaggio 1986). Until the early 21st century, 
researchers suggested that the quality of the performance can inspire people’s emotion 
and evoke “subjective reactions” (Hume, Gillian, Liesch, and Winzar 2006). The 
attendance in the arts NPOs field, people have become progressively prominent in the 
performing arts as compared to art museums. Yet, a number of previous research showed 
that the majority of people who attend the performing arts are relatively well educated 
(DiMaggio 1986). This issue has appeared from the emergence of performing arts 
NPOs until now (Dario et al 2002). So, performing arts NPOs now need new blood to 
engage new audience groups since the “well-heeled” groups are getting older and older 
12 
 
 
(Dario et al 2002). On the other hand, because of the threat from new entrants, such as 
new media, entertainment and technology, which requires the performing arts NPOs have 
the flexibility to change the traditional marketing strategy, and consistently improving the 
strategic plan in order to get more local audiences and artists to be involved (Gram et al 
2008). Based on this point of view, other studies suggest that value has been positioned to 
be entirely mediated for ticket buyers and repurchased intention (Dario et al 2002). These 
patterns force directors to understand how a broader market can be satisfied audiences’ 
values and encourage them to return.  
 This research focuses on three small performing arts organizations in Philadelphia 
who have faced various challenges but also had the opportunity to engage local residents 
in their creative pursuits. For example, they are using social media and internet surveys to 
engage their audiences. The issues are discussed from their executive and artistic 
directors’ point of views. This research focuses on how the small music-based NPOs 
that have less than 6 staff members, the annual budgets is up to $249,999 and 
runs under 7 major programs a year to deal with audience engagement and benefit to the 
community. These organizations value their sustainable audience groups and subscribers 
but look beyond them to develop new potential audiences and single ticket buyers by 
trying various methods. 
 
Community-based arts organization with strong programs 
 Community-based arts organizations typically are small, and often can be 
recognized in their mission statement and social practice (Chew 2009). In fact, the small 
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size of arts NPOs can be both a weakness and a strength (Chang 2010). In one 
sense, the smaller budget and lower level of earned income these NPOs produce can be 
a threat to their performances by limiting the programs, the diversity of audience groups, 
and the amount of financial support available from larger foundations. (Chang 2010) 
Conversely, the small-sized arts organizations are applying their innovative programs and 
spirit to “navigating the complex interplay of local, national and international cultures” 
(Chew 2009 p.8). In addition, the leaders of these organizations have developed creative 
institutional models and programs that are expanded to represent the organizations’ 
continuing growth both financially and socially(Chang 2010; Chew 2009). Normally, 
these organizations not only pay close attention to the arts and their programs, but they 
also focus on the issues that are happening behind the scenes, such as how to develop a 
strong operating revenue as well as building a sustainable capital structure (Chew 2009). 
Based on this point of view, community-based organizations have to get support from the 
local foundations by using their creative programs and resources that are from the 
community in order to leverage their growth and sustainability for the future development 
(Chew 2009). How to diversify audience groups and engage younger generations became 
a major concern for small arts organizations. Leadership at the executive level 
plays a crucial role in developing a broader community vision (Chew 2009). 
 Furthermore, programs from smaller arts organizations play an important role in 
helping people to identify demographic shifts and to perceive cultural differences. Arts 
organizations can help to create a bridge between an arts consciousness and its relevant 
community, helping to connect people across cultural borders (Grodach 2011; Chew 
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2009). A study from Stern and Seifert (1998) points to the fact that 80% community arts 
participants are from outside the neighborhood in which the organization is located in 
Philadelphia. The innovative programs that are provided by community-based 
organizations generate the participant networks, as well as spanning the boundaries 
between neighbors and arts forms (Stern and Seifert 2007). This research identified that 
community arts programs have consistently made impacts on building the sustainability 
of social capital (Stern and Seifert 2007). 
 
Healthy organization and its economic affect 
 Thinking of both the economic and social significance of arts in the community is 
essential in cultural context (Stern and Seifert 2007; Kidd 2012; Kawasaki 2010). The 
economic impact can be seen as the most crucial impetus for arts industries’ development 
in the present world (Stern and Seifert 2000). Rosario Jackson et al. illustrated that the 
economic impact of clustering creative industries to arts and cultural industries is a 
current trend (2003). To make a significant economic impact on the local community, a 
healthy arts organization should give both direct and indirect support to the community 
(Guetzkow 2002). 
 Rosario Jackson et al. (2003) further intuited that arts industries provide job 
opportunities, ways for individuals to participate in arts and cultural events, and 
promote the surrounding non-arts businesses. The direct benefit the arts organizations can 
make to the community involved is to provide job opportunities for local 
residents. (Joshua 2002). As defined by the Ontario Arts Council (2002), the community 
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arts is an art process that involves professional artists and community members in a 
collaborative creative process resulting in collective experience and public expression. It 
provides a way for communities to express themselves; enables artists, through financial 
or other supports, to engage in creative activity with communities; and is collaborative – 
the creative process is equally important as the artistic outcome. The more opportunities 
the arts organizations offer directly, the more interpersonal influence the organizations 
will have to increase social capital (Guetzkow 2002). The job is not merely a full-time 
employment, but also can be the opportunity of part-time and temporary employment, 
because arts workers can be defined as “flexible career paths” that are able to work in 
multiple arts activities in a short-term (Grodach 2011; Currid 2007; Lloyd 2006). 
 A healthy operation should be able to produce campaigns that are based on 
community features in order to increase participation, which includes tourists and 
community members (Guetzkow 2002). The density of arts organizations and well-
known arts events are able to appeal to the non-arts business and highly-
skilled workers in the community (Kawasaki 2010; Guetzkow 2002). Tourism research, 
such as this study done by American for the Arts, repeatedly shows that “cultural 
travelers stay longer and spend more" (p.1 2003). Many big cities around the world, from 
New York, Milan, Singapore to Beijing, have long enjoyed the cultural and economic 
benefits of thriving local arts communities. From a 2013 report from Mandala Research, 
LLC, 76% of all U.S. leisure travelers attended cultural activities. Cheryl (2014) 
illustrates that arts-related activities are one of the most important experiences for “new 
money generation” to attend to throughout the journey (p.5). Philadelphia city 
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government announced that the city of Philadelphia will facilitate cultural and creative 
industries to become the pillar of development of Philadelphia for the future in 2015. 
Now as a cultural city, the Philadelphia city government has set up a special task force to 
supervise the development of cultural and creative industries (Berg and Jacque 2015). 
 Commonly, big cities offer some incentives to help artists and arts organizations 
to lead the way in their revitalization (Shan 2014; Kawasaki 2010; Colbert 2005; 
American for the Arts 2003). In Philadelphia, for instance, the city agency, OACCE, 
offered various programs of help to both individuals and developers in 2015. One 
example was to support the exhibitions in City Hall in order to show every single 
community’s cultural identity. The historical cities themselves are architects of cultural 
economics, leading the way in urban and cultural planning (Kawasaki 2010). Kawasaki 
(2010) then suggests that cultural cities were based on cultural resources and cultural 
capital for urban re-generation against and urban decline right after Second World War.  
 
Audience development  
 Since the demand for classical music has decreased for years 
especially among younger generations in the field, the topic of audience engagement has 
been discussed over decades by arts managers and researchers across local, national and 
international levels. (Kemp and Sonja 2016). Audience attendance is one of the decisive 
factors in evaluating the success or failure of an arts organization (McCarthy and 
Kimberly 2001). Bernstein (2007), too, states that people now prefer to pay for popular 
entertainment rather than “high art” performances including ballet, jazz and classical 
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music. To improve audience engagement, Scott and Margaret (2010) state that audience 
characteristics such as “age, brand familiarity, and program/star connectedness” can 
make a huge influence on how the arts organizations choose the programs what is 
setting (p.37).  
 The psychology of audience engagement has been mainly studied in the past 
decade (Vivek et al. 2012), trying to satisfy audiences’ taste is important to help the 
organization to get advocacy from the audience who had a highly experience with the 
performance, as well as benefits to increase audience numbers in the future. Engagement 
should be identified as the cognitive, physical and emotional stimulation that the 
audience experiences (Kemp et al 2016; Patterson et al. 2006; Vivek et al. 2012). 
Bernstein (2007) emphasizes the importance for arts organizations to understand how 
audiences fit art into their lives. So, specific information about the concerts or 
events should be provided to increase potential participation and audience engagement, 
such as ticketing, location, date and so on (McCarthy and Kimberly 2001). McCarthy and 
Kimberly (2001) also suggest considering the ways in which people participate in arts 
activities, not just “audience size” in order to evaluate the success of a particular event or 
organization. The importance of marketing strategies is mentioned in the academic 
literature by arts organizations Marketing strategy is an essential part of promoting 
the engagement process is often addressed in social practice as well as in the literature.  
 Scott and Margaret (2010) suggest that engagement can be gained widely by 
using diverse materials through marketing strategies. Based on the limited budget for 
NPOs, arts organizations are recommended to get engaged with audiences to multiple 
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programs by implanting the primary task cues about the program storylines to audiences’ 
awareness, and then this task can be modeling for later advertising strategy (Scott and 
Margaret 2010). Social media as a major platform for marketing, which plays an 
important role in engaging audiences. Ashley and Tracy Tuten (2015) also emphasized 
that psychological engagement should be applied in social media marketing because 
audiences who are on social media platforms are no longer the passive recipients of the 
information but the participants. The content showed on social media platforms should be 
audience-friendly, creative, and competitive, because people are intended to choose a 
healthy arts organization rather than a poor one (Ashley and Tracy 2015; Antin and 
Churchill 2011).   
 
Conclusion 
There is no doubt that community-based arts organizations play a fundamental 
role in city planning and for developing social relations in many different fields, such as 
social engagement, spreading various cultural values to the community and so on. 
However, small music-based NPOs whose annual budgets are less than $700,000 are easy 
to be neglected in academic research. Although many of those kinds of NPOs have met 
challenges in different aspects, including reduced programs, financial risks and the lack 
of professional administrators. The small music-based NPOs also concluded that it is 
time to engage different audience groups, diverse programs, and engage more local 
foundations. Social and economic impacts are made from small music-based NPOs refers 
to direct and indirect influence. Reviewing the rest of the studies provides an 
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understanding of the role that small arts NPOs occupied in community involvement, and 
social identity on behalf of a healthy business model contribution. 
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PURPOSSE STATEMENT AND METHOLOGY 
 
 
 
 
The study is designed to investigate the development and participation of music- 
based NPOs in the city of Philadelphia, PA. The NPOs I chose to investigate are all 
focused on the classical music industry. People who want to attend live classical music 
concerts are getting older and older. This is from a large number of research results 
(Chew 2009; Guetzkow 2002) and my own observations of over 10 classical music 
concerts in Philadelphia. Due to today’s competitive environment in the classical music 
industry, the essential question of how to increase attendance at classical music 
performances will be raised. Suggestions will be given based on an analysis of responses 
from executive directors and musicians from three different music-based NPOs in 
Philadelphia. Three major questions that are raised from the essential issue will be 
discussed throughout this study: who is the audience for the music-based NPOs? Where 
do patrons or audiences come from? What marketing or general strategies do they use to 
engage community? In order to be able to pay closer attention to performing centers in a 
thorough assessment of motivation factors in the current cultural district 
construction, the multiple case studies methodology will be used. It includes the 
Orchestra 2001(O2001), which normally performs their seasonal concerts in the Lang 
Concert Hall at Swarthmore college; the Chamber Orchestra of Philadelphia (COP), 
which performs their seasonal concerts at the Kimmel Center; Bach Festival of 
Philadelphia (BFP), which the concerts will be performed at S. Clement’s Church.  
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In this study, three research steps were conducted for building a convincing 
argument within the current context and specific issues in the city of Philadelphia. The 
preparatory research incorporates Internet investigations for academic articles and reports 
on cultural sector development in urban areas, social issues, historical documents, and 
budget reports. I then interviewed the executive directors, staff members and musicians 
from some representative music-based NPOs in Philadelphia. Last but not least, the 
analysis combined the primary data from interviews with the literature reviews 
as a theoretical foundation in order to conduct a reasonable assessment of the situation 
the classical music industry now faces.   
This study adopts an interview guide as an instrument for data collection in a joint 
qualitative approach. The data gained from interviews is significantly for its support to 
the questions that are being posted at the beginning of this study. Additionally, these 
interviews help to reflect the current state of the nonprofit music industry in Philadelphia. 
Collecting this primary data helps to further readers understanding of these issues in 
practice, as well as implementing some strategies to improve from three music-based 
nonprofit organizations (Appendix A) in Philadelphia as related to the original purpose of 
this study.  
My interviews were focused on both the administrative and musician levels. 
These individuals were chosen to be interviewed for two reasons: 1) administrators know 
their audience and the programs they would like to host; 2) musicians were often present 
at these organizations' fundraising events and educational activities, so they had 
knowledge about why certain pieces of music were able to engage more people to attend. 
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Interview questions were related to the three organizations' major programs, audience 
engagement, and how they would follow new trends. This data was collected by 
interviewing the executive directors and musicians from O2001, COP, and BFP (six 
interviews were conducted in total). The interview was chosen as the primary means 
to collect information from both administrators and musicians on how music-based 
nonprofit organizations in Philadelphia are regarded and represented for its ease and 
ability to condense information. Many of the questions asked during the interviews will 
also be discussed in the literature review. 
Out of respect for participants’ rights to privacy, they were given control over 
which questions they would like to answer and permission to record their responses was 
asked before the interview began. The use of interview records will be only used in the 
research process and will not be published. Permission to publish potentially identifiable 
information, such as an organization’s annual report and planning, provided by 
interviewees will also be requested for reference before the research is published-
conditionally. 
 
Limitations 
Although assume the research will reach its goal, there are some unavoidable 
limitations, which might influence the result. First, there are 14 neighborhoods in the city 
of Philadelphia, and my research and interviews only covered a few of them. 
Consequently, to accurately discover the results for impact on the city’s economic 
growth, the study should have involved more participants that covered all 14 regions. 
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Secondly, music based NPOs are only one aspect of the cultural sector in the cultural 
district construction. To some extent, I might be not able to generalize the whole sector’s 
situation in Philadelphia. Third, because of the time limitation, interviews might not 
focus on customer research to reflect specific strategies for a music-based NPO.   
 
Anticipated Findings 
Consequently, I have three main expectations I am hoping people learn from my 
research. First, people will know why and how music-based NPOs in the city of 
Philadelphia can be developed so outstandingly in present times. Second, people will able 
to see some specific successes and failed experiences from my case studies. Third, I will 
show how these small music-based NPOs maintain an environment that encourages new 
businesses of equally high quality in local communities. To achieve these objectives, I 
will provide two hypotheses: one is if the executive director of a music-based NPO is 
sensitive to new trends and has strong networking skills, then the NPO is able to stay 
engaging for audiences. Another is that the growth of music-based NPO's can have a 
positive effect on the community engagement.  
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CASE STUDY 
 
 
 
 
To approach the goal of the research and review the result, I interviewed six 
executive directors from six different music-based organizations in Philadelphia 
(Appendix A) by 12 questions (Appendix B). After collecting all data and analyzing the 
process, I then decided to choose three similar sized with similar functional nonprofits 
(The Chamber orchestra of Philadelphia, Orchestra2001, and the Bach Festival) from my 
research that to contribute three case studies (the basic comparison can be found by 
following chart 1.1). They are all dominated by classical music, which means they have 
similar audience groups. However, because of the relative dissimilarity of programming, 
each organization showed a different developing direction in community strategies. In the 
case studies, I start with paying close attention on their major programs and then digging 
out the relationship between programming and community engagement. Participation and 
audience diversity are another two considerations that should be kept in mind through the 
engaging process. To gain seriously understanding of this consideration, the marketing 
and project strategies will also be discussed in the case studies.  
 
Figure 1.1 Basic comparison 
 The Chamber 
Orchestra of 
Philadelphia 
Orchestra 2001 Bach Festival of 
Philadelphia 
Type NPO NPO NPO 
Numbers of stuff 
members 
5 4 3 
Community 
engagement position 
Yes Yes Yes 
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Marketing related 
position 
Yes Yes Yes 
Educational 
program(s) 
A one day workshop  NO NO 
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THE CHAMBER ORCHESTRA OF PHILADELPHIA 
 
 
 
 
Chamber Orchestra of Philadelphia (COP), founded in 1964 by Marc Mostovoy, 
is one of the oldest chamber orchestras in Philadelphia. The COP now maintains 33 
professional musicians with one full-time staff, and 5 part-time staff members. COP’s 
mission is to be a sustainable musical institution that brings the intimate experience of a 
world-class chamber orchestra performance to the greater Philadelphia area, enriching the 
musical life of the city and region by the integrity and excellence of its musicianship, the 
boldness and vitality of its programming, and by cultivating and building the loyalty of 
its audiences, musicians and supporters.  
COP held 12 major concerts with 6 series a year in Kimmel Center. This means 
two concerts will be held separately for each series on Sunday afternoon (1pm to 4pm) 
and Monday evening (6pm to 8 pm). For example, they held two concerts for Haydn, 
Beethoven, Mozart, Baroque, Mooke, and Bluegrass in the year of 2017. The annual 
budget of COP is under 200,0000 dollars.  
To engage younger generation and gain diverse audience groups, COP developed 
a new program called “young artists” since 2017. People who under 40 years old are able 
to obtain tickets for a year's worth of concerts by paying a one time fee of 40 dollars. 
COP also offered them one free drink in the Kimmel center during the performing day. 
This new program brought them 10% more younger audiences in 2017 than they had in 
2016. For example in 2016, about 60  people under the age of 35 went to their seasonal 
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concerts, while in 2017 the participation of this age group increased to about 65 on 
average. 
Since COP has never handed an education program before the new executive 
director came in on 2016. To engage younger generations with the classical world, new 
executive director, Bill Rhoads decided to start a one-day improvisation workshop. This 
program is associated with Clef Club (a Jazz institution) and the Primavera Fund for 
school age kids private school to high school since 2017. During a period of time, 12 kids 
were coached by a professional musician to learn improvisational skills by focusing on a 
piece called “In C” from a composer of the mid-20th century. Children can pick any 
instrument they want to play the piece inspired by the musician. After this workshop, 
children learned a little bit of classical music, jazz and improvisational skills. Since this 
one day program became successful, COP decided to expand this program next year by 
trying more different kinds music from all around the world. COP plan to do four 
programs next year with four different music styles from Italy, China, Africa and Spain.  
Another new program that COP created in 2017 was a jazz concert with Clef 
Club, again aiming to expand their audience. The thought is that people who love both 
jazz and classical music will become interested in the way COP performed the Jazz 
concert and then come to see the performance in Kimmel Center. Bill explained the 
reason they chose jazz: he expressed that classical music has influenced western culture 
for centuries. For example, in the U.S. classical music influenced jazz, which played an 
irreplaceable role in Africa American culture. By promoting classical 
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music through jazz the concert becomes a sort collection and more dynamic. This is also 
an opportunity and tool for attracting new and more diverse loyal audiences.  
COP opens at least one improvisation session and an after-concert conversation. 
Audiences are asked to pick one note for the musician, and the musician will improvise a 
short piece of music that matches the theme (for example, Beethoven) of this concert. 
After a concert, the audience is invited to have a drink at the bar in the Kimmel Center to 
talk about the programs with musicians, staff and board members. This strategy 
developed a deeper relationship between audiences and musicians. These are great ways, 
in addition to the outstanding music repertoire, to get people to come back to their next 
concert. Audiences will be satisfied socially and appreciate these new experiences.  
In order to involve more local residents to the concerts and events, the marketing 
department has constructed effective and reasonable marketing plans within the limited 
budget. COP uses different marketing tactics to target various audience groups. For 
example, marketing strategy for subscribers is through direct emails, mailed (notices of 
advertisement) and postcards will be sent to them one month ahead of the concerts 
because most subscribers are elders who would prefer to the physical notification. On the 
other hand, single ticket buyers will only receive the emails if they sign up for an email 
list from COP. COP prepared enough Leaflets and some recording CDs for the audience 
to pick after the concerts.  
Since the audience members who regularly attend COP’s seasonal concerts 
mostly are elders, they desire to get communicate with musicians, artist directors, and 
even with staff members about the programs mentioned by COP’s marketing manager, 
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Mike Hogue. Hogue decided to open a new web page, called Artist Feature. Each month 
he picks up one musician to interview and asks them10-15 questions that regarding 
his/her personal and professional life, and posts their answers on the Artist Feature page. 
The page became one of the top five most searched pages since it's creation in 2017. 
Musicians often play a special effect on attracting people’s concern about their life. In 
this case, the task of featuring musicians is focusing on satisfying the audiences’ curiosity 
about their favorite musicians.  
 One major limitation of COP is they have a very tight financial budget. One big 
cost is that they have to pay the Kimmel Center ($20,430 a series) for the venue’s fees. 
This is account for 26% of its total expense (total expense is $12,857) of one series. To 
maintain the orchestra, they also have to go and participate in some activities that are not 
related to their mission, including a commencement at Princeton University and concerts 
in Morgan library in New York. On the other hand, since they do not offer any theme or 
holiday show for the year, they may be losing a number of audiences who want to attend 
holiday concerts with their family during Christmas and other holidays. Furthermore, the 
city Philadelphia is divided by race and class. This divide is clear in the demographics of 
People who attend classical music, who tend to be older, a fluent white 
men/women.  Philadelphia is the home to various music forms, includes Jazz and 
classical music. COP is trying to engage people to classical music by showing people the 
connection between the two.  
 Since COP changed its new executive director in 2016, they have developed 
various programs to broaden audiences, which tends to make chamber orchestra 
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become more informal. This idea can be traced back to the original period of chamber 
music. The function of chamber music in early time was a way for people to interact 
and be entertained. Today, the social component is also an important part of how people 
spend leisure time. The programs COP are developing are intended to follow this trend 
and foster community engagement. People who are young and interested in classical 
music would want to go COP’s concert because they offered a reasonable price and 
special programs for the younger generation. However, there are still people who won't 
care about their concerts. Some suggestions COP can do to engage these people in the 
classical music world, one thing they can do is to develop a suitable digital marketing 
plan. Today is a digital world, Internet has deeply affected human life in various ways. 
Without email marketing, social media can be another big part of target younger 
generation. They can post some discount on Facebook, such as, “you will get a free ticket 
by like our page and target your friend”. People want to be lucky and would be interested 
in such intriguing communication with the classical musical organization. 
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ORCHESTRA 2001 
 
 
 
 
 Orchestra 2001 (O2001) is a music- based nonprofit organization located at 1427 
Spruce Street in Philadelphia. The mission of O2001 is performing and promoting the 
music of the 20th and 21st centuries, premiering new works, providing a major focus for 
the new music to both a local and an international audience. Additionally, O2001 aims to 
share new music from America with the world.  
 O2001 currently has one full-time staff associate with three part-time staff 
members. The total budget of O2001 in 2015 was about $650,000. However, the total 
operating revenue was about $420,173 with operating expenses of $393,800 in the year 
of 2015. An international following is impressive for an organization of that size. Since 
O2001 has had many international performing experiences in more than 10 countries, 
such as Denmark, England, Slovenia and so on. O2001 has brought many broad ideas, 
such as combine Chinese music ensemble with their ensemble, hosting various thematic 
concerts with popular music, from outside the world to the local community of 
Philadelphia, in turn, positioning Philadelphia as a cultural hub to the world.  
 Based on the unusual structure of international programs, O2001 does not offer 
regular seasonal concerts as does COP. Instead of regular seasonal concerts, O2001 
will collaborate with other organizations to host some concerts with unique forms for 
each year. This means O2001 does not provide a way of subscription tickets sales. O2001 
only offers single and group ticket sales. On average, 265 attendees O2001, 23% of the 
audience are between ages 19-35, 36% are between 36-54, and 41% are 55+.  
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 Every year, a concert is held under a different theme. The theme for 2018 is 
called, “The Yellow Shark.” Orchestra 2001 will present the Philadelphia premiere of the 
genre-defying composition "The Yellow Shark," by maverick American composer and 
rock guitarist Frank Zappa. O2001 uses Zappa’s language to attract rock audiences to the 
concert but it is not a rock concert. Because classical music has played an undoubted 
influence on Zappa’s music life, both Zappa’s fans and classical music people will come 
to attend a new performance experience at a rock venue. In addition to challenging the 
musical expectations of their audience and trying new performance style. Another 
philosophy they want convey to the local residents is relevant to modern social conflicts. 
For example, they plan to produce a concert showcasing pieces by living composers and 
asking people who work with the community to reflections on poignant realities 
happening in Philadelphia and around the country. This gives the audience space to think 
about viewpoints from different sides. 
 O2001 wants to structure their business in a way that helps people, and other 
cultural innovation experts understand, promote, sustain change within music performing. 
This deepens their commitment to community engagement and social change. To reach 
this goal, O2001 opened a conversation after each of their concerts to encourage 
people to ask musicians questions and give them feedback. The executive director of 
O2001, Adam Lesnick has a strong personal interest in expanding the potential of youth. 
He hopes to engage more diversified audiences to the contemporary music world rather 
than only focus on wealthy elder audiences. Adam calls this a “crossover”. One example 
of a program that does this called “Experiments In Sound”, which is an informal 
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performance that is supposed to be presented in a public place. Musicians in the 2017 
year performed alongside the players at Delaware River Water front nearby downtown 
Philadelphia. The musicians were recruited from a call to begin in a central location and 
over the course of the piece move farther and farther out into the surrounding park space. 
Listeners are able to follow the musicians or to sit in one place and listen as the music 
recedes into the distance. This performing style gives all people the possibility to get 
close to the music world and thereby gain an interest in the music groups they choose to 
follow. A new program they were tried in this September 2017 was called the FringeArts 
festival. An O2001 ensemble played in several bars in Old City starting at 10 pm. This 
idea was to reach out new audiences because the older generation goes to bed at that 
time, and a concert in bars will engage a new younger generation in the way millennial 
would enjoy. In addition to this informal performance, O2001 will host a big concert for 
engaging rock musicians and audiences in April 2018.  
 However, there are many challenges they met in attracting new audiences. First, 
people that they hope to reach who are unfamiliar with their music subconsciously think 
it is hard to understand even though it isn't. Also, the name O2001 is dated for younger 
generations. At the time of its development in 1998, O2001 was a forward-thinking 
name. However, the name now looks unexpected and old after operating 19 years to 
2017. Although O2001 plans on changing the name and its mission, it takes steps to make 
it possible. For example, one of the biggest issues is to maintain loyal audiences once the 
name is being changed. So, O2001 needs to be careful on marketing to both keep 
returning audiences and attracting new audiences.  
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 Secondly, O2001’s website design and social media platforms are not up-to-date. 
The concert shows on its website homepage are the concerts from the previous year. The 
ticketing information is also from the last year. Under the category of “Concerts,” O2001 
still contains the concert information from two years ago. This outdated information will 
confuse patrons about where to find the current concerts. On the other hand, even though, 
O2001 owns five social media platforms, including Facebook, Instagram, Twitter, a blog, 
and YouTube, O2001 seems to neglect to update new information on all of its social 
media platforms. This will directly inhibit the development of a close relationship with 
patrons and followers from younger generations. For example, the most recent post on 
Facebook can be dated back to three months ago. If O2001 aims to introduce 
contemporary music to the public, they need to follow up with new trends in order to 
deepen target audiences and broaden new audiences.   
 Third, the mission that the O2001 now showed on its website is not clear enough 
for people to read. They have combined a lot of history and programming in their mission 
statement, which has made it extremely verbose and complex. A clear mission statement 
can help employees to develop every program towards to one common goal. An unclear 
mission may cause confusion to staff members as well as resulting in failures to every 
department, including fundraising, marketing, and communication. 
 Fourthly, their long-term board members may be too disconnected from the taste 
and preferences of younger audiences. Last but not least, they only have four staff 
members to run the organization so they do not have enough time to research ticket sales 
and marketing.   
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 In conclusion, O2001 has tried to play new music in different styles in 
Philadelphia and outside of the community. Instead of limiting the orchestra to 
performing in a concert hall or certain venue, they relaxed their demands on the venues in 
order to engage more diverse audiences. Another big strength of O2001 is that the 
management members are very clear about their goals. They know exactly what age 
groups they want to reach for each concert. On this basis, O2001 is taking initiative to 
"crossover" to fans of other genres. The programs they created were all very innovative 
but the lack of younger board members and audiences and other minor issues will lead to 
hinder O2001’s further development. 
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 BACH FESTIVAL OF PHILADELPHIA 
 
 
 
 
  The Bach Festival of Philadelphia (BFP) is a choir that only performs the works 
of J.S Bach and works that were written by composers who were inspired by him. BFP 
was founded in 1976 by Michael Korn and was originally located in Chestnut Hill. Then 
it shifted to Center City, Philadelphia. Six years later, in 1982, the Choral Arts 
Philadelphia (CAP) was born. CAP is a choir of 40 singers total; however, only 8 
professional singers are being paid and the rest of them are all volunteers. Unlike BFP, 
which merely performs baroque period music, the performance style of CAP is more 
extensive, performing both the early and modern music repertoire. BFP’s total current 
assets in 2017 are only $3,629 and the current assets of CAP are about $50,438, which is 
the smallest music-based organization in my research.  
 This is a special case of researching the performing arts nonprofits in 
Philadelphia. Simply put, CAP is the residence choir of BFP. BFP and CAP are 
combined together as a whole because they share the same staff members, board 
members, musicians, and website. This interaction and the indivisible situation can also 
be seen in their separate mission statements. They also share the same marketing tools 
and social media accounts, including Twitter, Facebook, Instagram, YouTube, and 
Email. But, they keep the book information separated--finances, missions, marketing and 
all of the written strategy plans. This “hardware context” has made them 
officially two independent organizations.  
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 BFP used to be a presenting organization, which means they invited choirs, 
musicians, and orchestras from all over the world to Philadelphia once or twice a year. 
Things have changed since 2013 when the new director, Matthew Glandorf, became the 
artistic director of BFP and CAP. He turned BFP from a presenting organization into a 
performing organization and CAP became a resident choir of BEP. Since then, BFP no 
longer needs to go out of the city to look for other choirs because they could use the 
musicians and orchestra ensemble from CAP, which is a good way to support local 
musicians. 
 BFP and CAP have worked together and shared the same resources for four 
years. One major program they have been working on together since 2013 is called Bach 
at Seven Series (Bach@7). Bach@7 is a mid-week casual concert series. The repertoire 
centered around cantatas and other choral and instrumental works by J.S. Bach. The 
series is meant to create an accessible musical event for all ages and demographics. 
Contrasting the traditional concert, that is about two or three hours long, every single 
concert of BACH@7 will only be one hour long with 10 to 15 minutes scholar lectures. 
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Because the ticket price is ‘pay as you wish’, people are able to get easy access to 
increase their musical sensibilities after work on a weekday. The average attendance for 
this series is about 120 people, and most of them are around 30-45 years old. Based on 
BFP’s particularity so they only have this BACH@7 series in its own file. On the other 
hand, BFP only received $736 from this series in average because it uses ‘pay what you 
wish’ ticket sale strategy. The low income from ticket sales will inhibit their 
improvement they need to expand more programs that are produced by themselves if they 
want to maintain the organization and further growth.   
 Another biggest issues that will hinder BFP’s further development in community 
engagement is the lack of an executive director and staff members with a management 
background. They only have three staff members: the artistic director, the director of 
development, and the director of marketing and communications. As a result, they are no 
longer making a clear strategic plan, and have ceased further expansion both financially 
and systemically.  
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FINDINGS AND ANALYSIS 
 
 
 
 
 Since the specific challenges and issues the three NPOs are facing have been 
discussed in the case studies, this section is to address the key findings and observations 
that are based on the previous research associated with the literature reviews. For 
example, COP started to develop an educational program to engage younger 
generations with classical music since children’s attendance showed a highly 
increased number of attendants (17%) in 2014 (GPCA 2014). However, the overall 
declining attendance of performing arts programs is an alert to these types of NPOs to 
cultivate younger audiences and donors for maintaining their attendances (GPCA 2014). 
The following findings are fully addressed the relationship between the organization’s 
internal decision making and audience engagement from my research. 
 
Different audience groups should be cultivated in different ways. 
 Philadelphia has a diverse population and artistic community (GPCA 2014). 
Music-based NPOs have been cultivated for decades to reflect the social attributes of the 
city. Yet, classical music industries are still dominated by elderly, well-educated white 
men/women (Scott and Margaret 2010). In western cultures, people always think 
classical music is a music style exclusively for elderly people. Thinking about this 
question, who is the next audience of classical music? People keep talking about how 
public schools need support with not only music education, but also engagement on a 
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higher level, and all types of arts organizations can help fill this void (large and small) in 
many ways.  
 To help with this, the work of cultivating younger generation should be 
implemented and continued to go on at both the administrative level and community 
level. For example, the one-day workshop from COP and the “Experiments In Sound” 
program from O2001 have made a great response from local residents. The aim of those 
two educational programs was to bring classical music to diverse audience groups and 
engage younger generations. These unusual or informal programs showed a creative spirit 
and values that small music-based NPOs are able to pass to the community.    
 
Community engagement can be suspended by both Internal and external barriers 
 New creative programs are needed for music-based NPOs to get the local 
community engaged. However, they can easily be restricted by two major issues: funding 
and board members. Most music-based NPOs in Philadelphia, no matter the size of the 
organization, struggle with funding (GPCA 2014). The only difference between big 
organizations and smaller organizations is their scale. Larger music-based NPOs have 
major donors that can donate millions of dollars per year. Major donations to smaller 
NPOs amount to a hundred thousand dollars or less.  
 Board members are the main group that plays an important role in helping 
to guide and contribute to the cultural NPOs in Philadelphia (GPCA 2014). But half of 
the executive directors from my research state that it is hard to get agreement from all 
board members when making planning decisions. This is especially difficult when the 
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programs cost more than what they expect, and there is no direct evidence demonstrating 
the effectiveness of their ideas can be successful. Because live classical concerts require 
the audience to be quiet, they are not always kid friendly. To address this, coalescing with 
other local arts organizations or foundations to develop the new programs such as the 
“Experiments In Sound” program and the "The Yellow Shark" concert are encouraged to 
be consistently utilized by smaller music-based NPOs. Adjusting music educational 
programs to a younger generation is also a smart way to cultivate potential audiences, as 
well as get local residents involved effectively.   
 
The executive director is the key for audience engagement.  
 Given this reality, effective leadership is very important to make sure new 
plans are on the right track. Some NPOs from my research showed a relatively more 
sustainable development than others, such as O2001 and COP. The executive directors 
should have clear goals of how to engage audience groups, board members, and potential 
donors (Guetzkow 2002). They are also the only full-time staff members in their 
operational team, which are asked to give more outstanding insights and operational 
skills to guide their own organization.  
 In addition, they both have very strong networking skills, and they have a sense of 
finding suitable activities to engage different audience groups and ages. Executive 
directors from O2001 and COP provide their own angles of how they made significant 
contributions to changing the traditional structure to the varied audience. Therefore, those 
two NPOs are currently producing new workshops or concerts that are combined classical 
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music and popularized performing form, such as jazz, to engage potential audiences as an 
engagement entrance. The lack of an executive director, such as BFP may seriously 
hinder the healthy growth of a smaller arts organization.  
 
Marketing strategies need to be differentiated for engaging various age groups 
 Marketing plays a huge role in getting people involved, as well as ensuring a 
concert’s success. A SWOT analysis is recommended before building a marketing 
strategy. Marketing strategies need to be prepared for issues that may arise in the future 
as they pertain to different age groups, venues, and durations. People who participated in 
the special events might not be the same people who attend seasonal concerts. An 
assessment or staff meeting should be conducted after every activity to summarize the 
strengths and weaknesses of handling the concert or activity.  
 COP and O2001 have a professional team to work on marketing planning, and 
turning the plans into real activities. They showed a relatively sustainable increase in 
various campaigns, fundraising, numbers of participants and other community 
engagement activities as compared to BFP. BFP has no well-organized plans, even 
without a detailed SWOT analysis. These issues can be an impediment to BFP’s further 
growth. So, without an executive director, BFP is looking for a professional marketing 
person to help them with making marketing and strategic planning. 
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Different development strategies will cause the difference on programming and 
focus  
 COP is a classical and fully local music organization, which means it can be a 
home for local chamber orchestra fans. All the concerts, events or educational programs 
from COP are related to local residents. Again, the presenting venue where they chose to 
perform (the Kimmel Center) as well as the programs they chose to play all aim to 
present its high reputation and a terrific standard of music to the public.  
 O2001 is not only offering campaigns to engage local audiences but also to 
provide some worldwide programs to engage global audiences with contemporary 
American music. Therefore, O2001 choose to not have a solid venue to perform and 
relies on local venues' support or donations including the Pew Center for Arts and 
Heritage. It is smart to use this model to save expenses and use associates' performing 
venue’s influence to expand their audiences. These strategies can be used as a model for 
small-sized arts NPOs that are seeking to conduct a unique performing form and build 
a global networking influence, which will be helpful to increase funds and improve 
overall reputation to local community. Performance venues and local foundations would 
prefer to support new music and present them to make a worldwide influence. 
 BFP is focused on engaging local Bach fans. Both its capacity and audience 
groups are very limited, and the strategy BFP uses to engage local audiences is 
straightforward. Using a large group of volunteer singers instead of hiring all full-time 
singers is a smart strategy to maintain the choir, on the other hand, volunteers can 
become its potential audiences and donors.  
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ASSESSMENT AND CONCLUSION  
 
 
 
 
COP represents how the traditional classical music industry should function. The 
programs they choose to play in its series are all chamber orchestra music, rather than 
pieces of the quartet (or chamber music). COP is highly successful in continually 
engaging with the community through its higher performance series as well as its one day 
workshop with a jazz institution. Form the high-level performance and creative 
educational program, COP is bringing an outstanding classical music experience and 
unique educational program to local residences and kids. 
BFP’s programs and business model represent the ways that smaller music NPOs 
with small capacities can be used to engage local residences. The Wednesday night series 
with “pay what you wish” as a ticketing sales strategy is suited to engage young Bach 
fans. While BFP is holding a unique program, and being successful in engaging middle-
aged and elderly patrons, with a limited budget, I hope to see more engagement with 
younger generations, since it has an outstanding artistic director and professional vocal 
singers. BFP also needs to explore new campaigns by itself in order to engage different 
age groups and fulfill its mission of “presenting historically authentic professional 
performances that are accessible and affordable to all.” 
O2001 represents an innovative image that a small contemporary instrumental music 
organization can be successful in engaging both local and international audiences. 
Partnering with local foundations and other NPOs including the Pew Center for Arts and 
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Heritage and the Barnes Foundation to broaden new audiences and reach 
out to younger generations.  
COP has been realized by ASCAP and the League of American Orchestras with 
awards for adventurous programming. O2001 has been commissioned to produce several 
works by Pulizer Prize-winning composers George Crumb and Paul Moravec as well 
as Guggenheim and Pew Fellwo Robert Maggio. O2001 implemented a 
successful strategy to not host seasonal programs; as a consequence of this decision, they 
do not offer subscriptions. Additionally, the subscription model is out of date and is no 
longer the norm. Based on the difference of ticket sales between O2001 and COP, a 
common trend has emerged: the organizations presenting newer forms of 
performance are more likely to rely on the use of single ticket sales. 
Based on an examination of the internal factors of these organizations in my 
research, I now believe it is important for performing industries to know 
their audience and how to engage them by creating different kinds of campaigns. 
Engaging younger generations by offering a reasonable price packages, engaging elderly 
patrons by sending them mail cards, and engaging kids by creating a free 
workshops. The organizations in my research are all performing arts NPOs, rather than 
presenting NPOs or performing venues, and as such. 
Leadership affects the whole organization’s structure, programming and community 
engagement strategy. They decide who the organization wants to engage and how to 
engage them. The partnership is a useful way to be used by leaders to reach out to the 
46 
 
 
new audiences, because they all have the strong networks with various kind of 
organizations.  
This research project was to offer an overview of what programs are encouraged to 
be provided by smaller music-based NPOs to engage local participation. The next study 
is to dig out more aspects of how smaller music-based organization are survive based on 
today’s competitive situation. Programming and community engagement will always be 
the major topics of concern or discussed throughout the research in the future.  
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APPENDIX A: THE MUSIC ORGANIZATIONS FOR MY INTERVIEW 
 
• Chamber Orchestra of Philadelphia  
• Orchestra 2001 
• Bach Festival of Philadelphia  
• Intercultural Journey  
• Network for New Music 
• The Rotunda 
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APPENDIX B: INTERVIEW QUESTIONS 
 
 
 
 
1. What values does The Chamber Orchestra of Philadelphia want to deliver to the 
community?  
2. In the mission, mentioned “building the loyalty of its audiences, musicians and 
supporters”. How do you approach this part?  
3. Who benefits from the mission? and Who is your target audiences? what age groups 
you are mainly focusing on?  
4. How do you market to your potential customers without overloading them with 
content? How much money have you put into marketing this year in 2017? 
5. Why do you think people are interested in the programs you are providing?  
6. Can you talk about your ticketing and attendance?  What percentage of elderly people? 
What percentage of youth? What percentage of teenagers?  
7. What strategies are you using to attract new audiences? 
8. What kind of barriers have you met for engaging participants?   
9. In your group, who can effectively participate in the discussion of decision making? 
(are there any barriers in terms of language, substantive knowledge of the 
programming area, hierarchy, or politics?)  
10. What are your strengths and weaknesses? 
11. How do you deal with the weaknesses?   
12. How do you think you made a good contribution to urban development (both 
culturally and economically)? Example?  
13. What does your organization’s revenue model look like (what is the financial pie 
made up of)? 
14. Are you able to talk about the expense allocations and how it is tied to delivering the 
mission? 
15. Do you have any benchmarking information? For example: who do you benchmark 
against and why? 
16. Are you able to talk about your forecasting process, both short-term and long-term? 
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